INTRODUCTION

It is not possible for a conductor to distribute parts for * Autumn 60° among orchestral musicians
and then get up on the rostrum and conduct the piece. The very fact that the parts and the score are
identical implies that a higher degree of interest and involvement is demanded of the musicians. They
have to acquaint themselves with the musical principles underlying the work; they have to investigate
the range of possibilities opened up by the score. And finally they have to accept the responsibility for
the part they play, for their musical contribution to the piece.

Nobody can be involved with this music in a merely professional capacity. These pieces stand
to one another in a relation of mutual support and enrichment; experience gained from one ts of vital
importance in interpreting the others. In practical terms: any musician who has worked on * Autumn
60"’ (and no instrument is excluded from taking part in that piece) is in a position to tackle either part
of * Solo with accompaniment ’; players of harmony instruments can also turn to * Material . while all
four pieces are available to pianists.

Even apart from these practical considerations, it seems that these pieces may be ‘read” and
enjoyed by people who do not play musical instruments. For such people it is of course a matter of
little concern that the four pieces in this book are for different instrumenial groupings. Educated
music lovers buy full scores not only for the sake of taking them to concerts and * following with the
music ’, but also for the pleasure of actually reading the music, of experiencing a kind of imaginary
prototype performance. It is well known that very often there is much more in a score than what
is used in the production of a sounding performance, much more than what is communicated through
a single performance.

Such speculations have a very specific relevance for the pieces in this volume. The musical
potentialities of * Autumn 60° cannot be fully exploited in a single performance; a glance at the
example on page 8 shows that the number of possible solutions for even a single beat far exceeds
the number of musicians that can be got together for a performance, and if all the possible solutions
were presented simultaneously the result would in any case be an undiflerentiated mass of sound.
Thus the criterion of a good performance is not completeness (i.e., perfection), but rather the lucidity
of its incompleteness. Any performance is a kind of documentary relic (more or less revealing) of
the composer’s conception. The music itself on the other hand lies in the score; the score is the
composition, and as such has its own value apart from any particular interpretation.

Having stated that these notations exist in their own right, are even musically expressive in a
certain sense, it is necessary to retreat from that position again and investigate the efficacy of the
notations—how potent and economical is their stimulation of the instrumentalist and hence how well
they are equipped for survival in a developing musical and cultural situation. A balance must be
maintained between cogent explicitness (necessary to galvanise the player into action) and sufficient
flexibility (in the symbols and the rules for their interpretation) to permit of evolution.

Their best guarantee for survival would be a completely self-contained, closed logical system for
each piece. Such systems might be rediscovered even afier a lapse of thousands of years in a stale
of preservation comparable to that of Egyptian mummies. But however beautifully preserved they
would nevertheless be dead, their language and meaning forgotien. So these lite systems- these
pieces—are nor self-contained: like seeds, they depend on the surrounding soil for nourishment, they
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are irremovably embedded in their environment, which is the musical situation today. And the
mechanism of growth is built into them: the numbers in ‘ Solo with accompaniment ° refer to qualities
that can change with the changeable climate of musical thinking, and obviously objects as yet
uninvented can change the shape of * Memories of you ’.

But beyond these growth mechanisms, the pieces also need camouflage to protect them from hostile
forces in the early days of their life. One kind of protection is provided by the novelty and unique-
ness of the notations; few musicians will take the trouble to decipher and learn the notations unless they
have a positive interest in performing the works. But a more positive kind of camouflage is needed;
something to persuade the watchful custodians of our musical garden that these tender young emergent
plants bear more resemblance to flowers or vegetables than to weeds. So as seeds, besides containing
a growth mechanism orientated towards the future, they also bear hereditary characteristics linking
them with the past. So it will be found that the pitches given in ‘ Autumn 60 '—and in the nature of
things these pitches will often predominate—are almost pentatonic. And in ‘ Material *, although the
pitches are seldom tonally associated, the rhythmic pulsation and the development of the rubato idea
provide a similar handhold. *Solo with accompaniment ’ and * Memories of you ’ are more aggressive,
tougher, simpler in conception and consequently stand in less need of such camouflage. ‘ Memories of
you’ even dispenses with the tempered scale, except insofar as this is represented symbolically by the
presence of a grand piano.

Cornelius Cardew. January, 1966.
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MEMORIES OF YOU

Piano Sole

Each circle gives the location of a sound relative to a grand piano. The sound should begin and/or
end at the point indicated.

Durations and dynamics are free, and so are total time and points of entry of all sounds within
that time.

All sounds are to be played once only.

Circles forming horizonta! chains are to occur in the order given (reading from left to right); those
forming vertical chains may be read in any order.

Every chain has a letter affixed to it. These letters (A, B, C) refer to any three objects for making
sounds. Thus, all sounds in a chain headed B are to be made with the object B. (Suggested objects:
side drum or bass drum stick, matchbox, comb, hand, glass ashtray, plastic lid, etc.)

Where a sound occurs at the intersection of two chains headed by different letters, both objects are
to be used in making the sound.

The pedal may be engaged throughout the piece.
Sounds made at floor level are indicated by e .
Sounds made above floor level are indicated by o .

Sounds made both on the floor and above the floor are indicated by o .

Jeder Kreis gibt den Ort ¢ines Klanges in Bezug auf einen Fliigel an. Der Klang soll an dem angegebenen
Punkt beginnen und/oder enden.

Dauern und Lautstéirken sind frei; ebenso die Gesamtdauer und der Beginn aller Klinge innerbalb
dieser Zeit.

Alle Kldange sollen nur einmal gespielt werden.

Kreise, die horizontale Ketten bilden, sollen in der angegebenen Reihenfolge vorkommen (von,
links nach rechts); jene, die senkrechte Ketten bilden, kdnnen in beliebiger Reihenfolge gelesen werden.
Jede Kette ist mit einem Buchstaben verbunden. Diese Buchstaben-(A, B, C) beziehen sich auf drei
beliebige Gegenstinde, mit denen Klinge produziert werden. Also miissen alle Klidnge in einer Kette,
die mit B iiberschrieben ist, mit dem Gegenstand B erzeugt werden. (Vorgeschlagene Gegenstinde:
kleiner Trommelschlegel, groBer Trommelschlegel, Ziindholzschachtel, Kamm, Hand, glidserner Aschen-
becher, Plastikdeckel etc.). Treten Klinge am Schittpunkt zweier verschieden iiberschriebener Ketten
auf, miissen sie mit beiden Gegenstinden gemeinsam erzeugt werden.

Das Pedal mag wihrend des ganzen Stiickes niedergedriickt bleiben.

Klinge, die am Boden erzeugt werden, sind durch e gekennzeichnet.

Klinge, die iiber dem Boden erzeugt werden, sind durch o pgekennzeichnet.

Kldnge, die am Boden und dariiber erzeugt werden, sind durch e gekennzeichnet.
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